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Abstract 
 
The investigations surrounding the topic ‘The Landscape of My Life’ 
questions whether it is possible for a landscape to delineate the way in which 
we live our lives. 
 
For a period of thirty-two years my home has been a historic rural property 
comprising a dwelling and outbuildings on twenty acres of undulating 
countryside at Carngham. The work conveys the story of my life at this locale 
and pursues the motives behind the purchase of the country property, the 
experiences and remembrances that exist from this period of time and reflects 
upon the implications of a way of life over the last three decades. 
 
While considering the impact that a landscape can have on individual lives, it 
became important to consolidate the insights that surfaced for me with 
respect to my own life and works and compare it with that of other selected 
landscape artists. This comparison took into account personal and family 
backgrounds, artistic techniques, relationships with the land and the 
motivations that resulted in the depiction of particular landscapes.  
 
The result of these observations led to a consideration that not only can a 
landscape define the way in which we live our lives but, also identifies an 
affinity between human beings and the environment. 
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The Landscape of My Life 
 
 
 
Preface 
Carngham, ‘The Landscape of My Life’ is 
a historic country property set on twenty 
acres of undulating countryside and 
surrounded by large areas of native bush 
and farmland. This is the ‘place’ where I 
have lived for the last thirty-two years. It is 
a family home, where I raised my 
children, offered companionship to my 
parents when they made their frequent 
visits and over the period of three 
decades laid the foundations for a lifetime 
of personal memories and 
remembrances.  
 
ed from England to Australia. This  
move in 1951 saw us leave a tiny Yorkshire village to begin a new life in the  
outer suburbs of Sydney. Settling into a new country that was so far away  
from our homeland and leaving our heritage, home, relations and friends  
behind resulted in a feeling of isolation and loneliness. As a result my parents  
found it difficult to settle in one place for any great length of time and  
consequently my childhood and teenage years were very unsettled.  
Carngham, with its unique history and its rural surrounds offered an  
environment that was conducive to a permanent home, not only for me, but 
also for my family. 
 
The central imagery for ‘The Landscape of My Life’ is woven around a series 
of monoprints that portray a story of my life, my family and the relationship 
When I was a young child my family migrat
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with a place that has lasted thirty-two years. The artwork embraces many 
aspects of life at this locale and narrates personal stories in the form of 
chronicles and memoirs. These are presented as small concertina style 
booklets and individual series of larger prints. 
 
The practical component of my thesis has incorporated both traditional 
printmaking techniques and digital imaging. This has permitted me to convert 
images from photographs and personal memorabilia into meaningful works of 
art. The imagery brings together iconography and text to present a message 
that is significant for my family, the viewer and myself.  
 
By portraying memories and remembrances of family life within the unique 
landscape features of Carngham, I am communicating to others the story of 
my life at this locale, highlighting the bond that has developed and intensified 
throughout the years and relating the ways in which a landscape can 
delineate our lives. 
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Chapter One 
Thirty-two Years At Carngham 
Introduction 
 
“Landscapes have a dimension beyond the view which 
regards country as scenery, and takes its memory out of 
a photograph.”1 
 
Akin to the Arrernte2 watercolourists of Central Australia my own life’s 
experiences have led me to consider that landscapes are not merely pictures 
of scenery, but are interpretations that reflect the intricate relationships 
between the artist and their country. Encompassing both our personal environ 
and the stories that make up our lives, landscapes can be regarded as “part 
of a living title to the land,” 3 an inheritance to be passed on to the next 
generation.  
 
Throughout the breadth of years that I have lived at Carngham, it has become 
evident that the landscape that has surrounded and influenced my life is 
much more than a pictorial representation of the countryside. It embraces all 
the facets of my existence and includes my home, its surrounds, my family 
and all the dynamics that have underpinned the years while living at this 
locale. In order to establish the importance of these beliefs among other 
landscape artists, my investigations incorporate aspects of their life and 
artwork with respect to heritage, relationship with the land, cultural identity, 
artistic techniques and the driving forces that led them to portray their own 
particular landscape milieu. 
 
Background 
Long ago I moved to Carngham, a property comprising some twenty acres, 
old outbuildings and a residence that was originally a tiny miner’s cottage.  
The original dwelling ‘Clyde Cottage’, is possibly one hundred and thirty years 
old and was moved to the site as part of the 1918 post war Soldier Settlement  
 
                                            
1 Chips Mackinolty, “Painters of the Dreaming,” Habitat Australia, 6, no. 5 (1988): 18. 
2 Jane Hardy, J V S Megaw and Ruth Megaw, The Heritage of Namatjira – The 
Watercolorists of Central Australia (Victoria: William Heineman, 1992), 314.  
3 Mackinolty, “Painters of the Dreaming,” 17. 
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Program.4 The homestead, set amongst large areas of bush and farmland, is 
situated on a hillside that once housed Chinese diggings during the Gold 
Rush of the 1860’s.5 Over the decades the dwelling has grown from a tiny 
cottage to a very large house. This is the place where I raised my family. 
 
Throughout the years I have come to believe that my family’s migration to 
Australia and our subsequent nomadic lifestyle during my early childhood and 
teen years had a profound influence on my desire to own a permanent family 
home. As a migrant family starting life in a new country, the isolation from our 
friends and relatives in England, leaving the tiny Yorkshire village where our 
family had lived for generations and settling into the Australian way of life had 
many long-term implications. The one with the greatest impact was the 
separation from family and friends, which, in turn led to an inability for my 
parents to put down permanent ‘roots’.  
 
In view of this impermanence, the ensuing years in Australia acquired a 
transient quality as we journeyed from place to place in search of a 
permanent family home. Throughout the many unsettled years and moves, 
the constant and stabilizing factor in our lives was the inherent bond of our 
‘close knit’ family unit. I believe that the intermediate time spent at Carngham 
and the desire to continue living at this locale are testament to the need for 
permanence in my life. In purchasing Carngham, I gained the stability that 
eluded my childhood years, put down the foundations for a permanent family 
home, kept a connection with our rural beginnings in England and put an end 
to the ritual relocating that had become a large part of life while living with my 
parents. 
 
My thirty-two year adventure with Carngham began in 1973. During the early 
months of that year I tentatively formulated a plan to sell my property in an 
outer suburb of Melbourne and move to the country. An advertisement in The 
                                            
4 Hugh Anderson, The Flowers of the Field  (Melbourne: Hill of Content Publishing, 1969),  
150 -152. 
5Anderson, The Flowers of the Field, 49 -54. 
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Age6 provided the impetus that was needed to take this life-changing step. 
An old Victorian weatherboard house, situated on twenty acres of land and 
claiming magnificent views of Lake Burrumbeet  was for sale thirty kilometres 
west of Ballarat. On inspection, the site comprised an extremely dilapidated 
old farmhouse and antiquated shedding. However, to my delight this 
renovator’s nightmare was surrounded by twenty acres of magnificent, rolling 
countryside, and was the habitat for a great variety of Australian flora and 
fauna, the most impressive being a colony of aged eucalypts. The feeling of 
belonging and affinity with the land was so great that I immediately negotiated 
the purchase of this place, the implications of which soon became evident.   
 
At this point in time I now owned a residence in the country, but my teacher 
employment was in Melbourne. As providence would have it, a tiny rural 
school within close proximity to Carngham advertised a teaching position for 
the following year. I applied and was appointed, commencing work there at 
the beginning of the school year in 1974. The journey of a lifetime began. 
More than three decades later, my relationship with the land is as inspiring 
and enigmatic as on the day that I first glimpsed my future home.  
 
A Family at Carngham 
The warmth and closeness of family ties has played an important role in my 
life during the last thirty years. My parents, before their deaths were regular 
visitors to the property and spent many hours wandering the hillsides with my 
children, working beside me in the garden, walking the dogs or helping with 
the renovations on the old dwelling. My children on reaching adulthood, made 
the inevitable physical move away from the family home and akin to my 
parents, their essence still remains within its walls, in the gardens and among 
the surrounding countryside. Reflecting on the times when we were all 
together, I feel a bond that has grown out of our love for the house and its 
environs.  
 
Throughout the years this bond has only intensified, so that it seems 
inconceivable that I could ever leave this place. However, with the advent of 
my sixtieth birthday and a growing awareness of the inevitability of old age, I 
                                            
6 “Classified Advertisements,” Age (Melbourne), 1973. 
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realize with sadness and regret, that one day the move will become 
necessary. While contemplating the implications of this change, it became 
feasible that a body of artwork could be created from research into images of 
owned landscapes that would express my attachment to this land, evoke 
memories of my family’s life and document the experiences and 
remembrances that have, over the years become interwoven with all the 
physical aspects of Carngham. 
 
Understanding the Land   
To behold the area that surrounds my home, has over the years, become an 
important part of everyday life. The simple act of glimpsing through a window 
or stepping out of a door to embrace the view of nearby gardens and distant 
paddocks provides me with an incredible sense of happiness and freedom. 
 
I have walked the hillsides at Carngham for many years, observing how time 
and seasonal changes have impacted not only on the landscape, but also on 
my well-being and general attitude to life. Now, while surveying this 
environment, it is possible to discern that with the passage of time a natural 
regeneration of both flora and fauna can be seen in abundance on the 
property. This phenomena is mostly recognizable on the land where once, a 
dozen eucalypts were scattered like giant sentinels across the landscape. In 
recent times however, with the decline of animal husbandry and the 
regeneration of plant life, these areas now sustain a vast array of plant and 
animal life and as a consequence the aged gums are no longer the prominent 
feature of thirty years ago. Amongst the abundant new foliage and 
undergrowth it is still possible to glimpse their decaying remains and in some 
cases burnt out shells of trees that were struck by lightning decades ago. 
Under the canopy of these trees, the fallen branches lay prostrate on the 
earth amongst the myriad layers of grasses, brushwood and leaves. This 
habitat and its natural inhabitants sustain the micro ecosystems that exist 
amongst the ever-changing environment of Carngham.  
 
With the move to Carngham, there soon came the realization that with an 
extremely limited water supply I had a great deal to learn about the 
 13 
development and maintenance of a country garden. Fortunately at this time, 
there was a growing realization that it was practical to introduce indigenous  
plants into areas of restricted water and in turn these would create a habitat 
for native birds and animals. Despite a liking for the more exotic ‘introduced’ 
species, it soon became obvious that planting native flora was the best 
strategy for the large garden that I envisaged. 
 
As the years passed, subtle changes have occurred in the environment, but 
when viewed in retrospect significant changes have taken place. In the year 
2006, the property at Carngham has an extensive native garden that serves 
as a shady haven and natural habitat for many native birds and animals. This 
has not always been the case. At the time of purchase in 1974, the property 
hosted a tiny cottage garden enclosed by a privet hedge. Apart from two old 
acacias and a row of aged conifers bordering the driveway, there were no 
other trees for shade and protection near the dwelling. The original garden 
and pines still exist, but they have now been incorporated into a large native 
environment. 
  
Around the house and its surrounds the transformation from paddocks to 
garden has been a slow process and is one that I am still working on today. 
To withstand drought conditions, summer heat and the scorching north winds 
that blow in from the Western Plains of South West Victoria,7 drought 
resistant shrubs were a necessity. Choosing appropriate plants, mulching 
gardens and conserving water became a priority and a feature of everyday 
life. Personal endeavor however, is only a part of the process. Like the natural 
forests and bushland, our gardens are an ever-changing scene that evolve 
around unpredictable climatic conditions and the changing of the seasons. 
 
The Context of My Work 
The ideas and proposed images selected for the development of ‘The 
Landscape of My Life’ have come to light as a direct result of a need to 
research and document my life at Carngham. The collection encompasses a 
series of monoprints that delineates the fabric of my life over a span of thirty-
                                            
7 Neville Rosengreu, “ Geology and Geomorphology of Victorian Grassland Regions,”7-9, 
http://homevicnet.net.au/~iffa/GPCconf/Rosen.pdf. (accessed October 1,2006). 
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two years. The motivating force with regard to the artwork is the compelling 
desire to capture the character of the surroundings and the essence of my 
existence throughout this time. Familial ties with the land, personal 
experiences, memories of family and the emergent sentiments are important 
factors in the decision to create a pictorial narrative that is representative of a 
lifetime spent at this locale.  
 
Using traditional printmaking techniques, pastel drawing, digital imaging and 
inkjet printing I will be endeavoring to convey to others the vitality and charm 
of my home. The homestead, the property and its environs evince a 
landscape of beautiful trees, rolling hills, abundant wildflowers, aged farm 
buildings, treasured animals and large areas of garden. By capturing these 
and family images to create a personal story, I envisage that the artworks will 
have the power to elicit my inner most thoughts and feelings about family life 
and the place that I have called home for so many years. 
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Chapter Two 
The Importance of Place 
  Literature Review 
 
“Landscape is a dominant subject in Australian art, being 
so central to national symbolism, and so ubiquitous a 
presence in our personal efforts to shape a sense of self.” 
8 
 
The investigations undertaken for this review encompass the importance of 
‘place’ in the history of Australian landscape painting from the first settlement 
by Europeans in 1788 until the present time. Research traces the implications 
behind the imagery of landscape artists and in doing so makes it possible for 
me to identify the niche where my ‘oeuvre’ fits within the overall picture of the 
landscape genre. 
 
Since the first European sightings, the Australian landscape has been a 
powerful site for much questioning of cultural identity. 9 The landscape 
tradition has been clearly linked to the economic circumstances of our 
emerging nation and its identification with ‘place’ from colonial through to 
quite recent times.10 These traits began with the explorer and convict artists 
who in the early colonial period of settlement (1788-1850)11 devoted 
themselves primarily to documenting the indigenous flora and fauna, native 
peoples of the land, the growth of settlement and the beginnings of colonial 
life. Prior to this, but not recognized at the time, Aboriginal people had been 
celebrating and documenting their affinity with the land through song, art, 
dance and ceremony for many thousands of years.12  During the period of 
                                            
8 Terry Smith, Transformations in Australian Art. The Nineteenth Century – Landscape, 
Colony and Nation (Sydney: Fine Art Publishings, 2002), 44. 
9Julie Copeland, “A Brush with Landscape–Introduction,” 
http://www.abc.net.au/rn/sunspec/stories/.s43649.htm, (accessed 30 May, 2006). 
10 Julie Copeland, “A Brush with Landscape Part 1,” 
http://www.abc.net.au/rn/sunspec/stories/.s43649.htm, (accessed May 30, 2006). 
11 The Eureka Council, “Australian Painting – A Brief History,” 
http://www.eurekacouncil.com.au/Australian-Art/history-painting.htm, (accessed July 18, 
2006). 
12 “Shifting Horizon –Australian Landscape Painting since 1855,” 
http://amol.org.au/discovernet/tales/landscape.asp, (accessed May 30, 2006). 
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colonial expansion, (1851-1884)13 landscape artists made their first serious 
attempts to depict the history and the life of the Australian colonies with 
pastoral Arcadias14 of newly developed land alongside romantic images of 
the natural wilderness.15 By the end of the nineteenth century the landscape 
paintings of the Heidelberg School (1885-1938)16 depicted changes in the 
Australian way of life, the physical expansion of the country and the emerging 
feelings of nationalism as the colonies grew and developed. 
 
Attachment and Belonging to the Land  
Art historian Ian Burn claims that since the late nineteenth century, “the 
Australian landscape has been held up as a mirror for a national psyche far 
more than a mirror for the human soul.”17 This helps to explain our cultural 
investment in the imaging of landscape and our continuing desire to seek out 
a spiritual attachment and a sense of belonging to the land. 
 
“Place is, after all, not merely a geographic entity, it is also the 
most accurate image of what we imagine our own selves to 
be.”18 
 
In the opinion of artist Geoff Levitus19 everyone retains a special place in their 
mind and heart, hence landscape painting is really a means of managing 
issues of identity on a national or a personal level. Ostensibly, it is enjoyable 
to view a landscape that gives us a sense of belonging, a connection to the 
place where we live or an immutable bond with the past.  
 
                                            
13 The Eureka Council, “Australian Painting – A Brief History,” 
http://www.eurekacouncil.com.au/Australian-Art/history-painting.htm, (accessed July 18, 
2006). 
14Tim Bonyhady, Images in Opposition, Australian Landscape Painting 1801-189 
(Melbourne: Oxford University Press,1985), 40. 
15 John Brack, Four Contemporary Australian Landscape Painters (Melbourne: Oxford 
University Press, 1968), 5. 
16 The Eureka Council, “Australian Painting – A Brief History,” 
http://www.eurekacouncil.com.au/Australian-Art/history-painting.htm, (accessed July 18, 
2006). 
17 Ian Burn, “A Figure in The Distance - Review of the Australian Landscape,” 
http://www.cofasa.unsw.edu.au/voice/archive/v3issue2.php?id=79, (accessed July 12, 
2006). 
18 Gary Catalano, An Intimate Australia –The Landscape and Recent Australian Art 
(Sydney: Hale and Ironmonger, 1985), 9. 
19 Julie Copeland, “A Brush with Landscape-Part 3,”  
http://www.abc.net.au/rn/sunspec/stories/s43649.htm, (accessed May 30, 2006). 
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The nostalgia for lost landscape 20 and the feelings evoked are part of our 
relatively young country’s experiences regarding new settlers. As we 
acknowledge the transitions that occur for migrants in a new land we can 
identify within the landscape genre, the notion of a psychological constancy 
that reassures us of our past connections. Art critic John McDonald21 affirms 
that landscape painting with its relationship and connection to a particular 
place can express a deep spiritual and biological need for the reconstruction 
of one’s identity. 
 
From the latter part of the nineteenth century through to the period of the First 
World War,22 landscape artists played a significant role in the creation of a 
national symbolism, a visual rhetoric that was influential in conveying our 
values for the environment, our cultural identification, the screening of our 
perceptions about the rest of the world and shaping the ground of our very 
being. Regional values23 were affirmed through the expression of a strong 
spiritual attachment to ‘place’ and the land, often to the point of personal 
identification and an affinity with exclusive painting environments. These 
forces continue today and accordingly Ian Burn24 recognizes that landscape 
painting and its intrinsic relation to a national and regional tradition, is 
sanctioned by its capacity to ‘reveal’ an affirmative relationship between 
people and place, and a capacity to inform people about a particular 
relationship to the place in which they live.  
 
 
 
 
 
                                            
20 Alan Sisley, “Is Your Journey Really Necessary?” Geoff Levitus -Transitions at Grafton 
Regional Gallery, http://www.org.nsw.gov.au/press.htm#LEVITUS1, (accessed September 
2, 2006). 
21  Julie Copeland, “A Brush with Landscape-Part 3,” 
http://www.abc.net.au/rn/sunspec/stories/s43649.htm, (accessed May 30, 2006). 
22 Ian Burn, Nigel Lendon and Charles Merewether, The Necessity of Australian Art, 
(Sydney: Power Publications 1988), 5. 
23 Burn et al., The Necessity of Australian Art, 5. 
24 Burn et al., The Necessity of Australian Art, 19. 
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A Sense of Place 
 “Many artists have taken the landscape and stamped it with 
their own images that give significance to places and times, turn 
towns and small ports, mountains and deserts into images with 
which they can identify.” 25 
 
My investigations reveal the ‘oeuvre’ of several artists with whom I can 
particularly identify in regard to their espousal of the landscape genre.  
Their work is indicative of a deep-seated sense of belonging and an affinity 
with the land that is encompassed by their lives.  
 
English born artist John Glover (1767-1849) 26 was, according to art curator 
David Hansen, the first professional artist to migrate to Australia from England 
and as a direct response to his new environment, the first landscape painter 
to capture the nature and feeling of the Australian landscape. 27 Glover and 
his family arrived in Tasmania in1831 and by 1832 had taken up a large land 
grant at Mill’s Plains, Deddington. 28 There he built his future home, 
constructing the house and its surrounding gardens on the design of his 
property in England. He named the new estate ‘Patterdale’ after his former 
home in England. With the help of his sons Glover went on to develop the 
farm and subsequently depicted these developments and the landscape of 
the surrounding district in his paintings.  
 
Art curator David Hansen29 indicated that Glover is important to contemporary 
Australia in that he deals with being an environmental witness. In the works 
Patterdale Landscape with Cattle, 1835 (fig.1) and Ben Lomond from Mr. 
Talbot’s Property, 1835, (fig.2) we are privy to the landscape as it appeared to 
the early settlers and are witness to the changes that occurred during the 
European pastoral expansion.30  
 
                                            
25 Sandra McGrath, The Artist & The River (Sydney: Bay Books, 1982), 16. 
26 “About John Glover,” http://www.johnglover.com.au/aboutjohnglover.htm, (accessed 
June 23, 2006). 
27 George Negus, “ John Glover, Broadcast 6.30pm on 01/03/2004,” 
http://www.abc.net.au/gnt/history/transcripts/s1056373.htm, (accessed June 23, 2006). 
28 John McPhee, The Art of John Glover (South Melbourne: Macmillan, 1970), 28. 
29 George Negus, “ John Glover, Broadcast 6.30pm on 01/03/2004,” 
http://www.abc.net.au/gnt/history/transcripts/s1056373.htm, (accessed June 23, 2006). 
30 George Negus, “ John Glover, Broadcast 6.30pm on 01/03/2004,” 
http://www.abc.net.au/gnt/history/transcripts/s1056373.htm, (accessed June 23, 2006). 
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Glover was the first artist to fully develop the landscape-as-property theme 
in Australia, thus celebrating the pastoral delights of land ownership.31 The 
vision of agricultural wealth and his affinity with the new land is affirmed in the 
paintings of his new environment. My Harvest Home, 1835, (fig.3) depicts a  
sunlit, fertile valley on his property at Mill’s Plains during a very prosperous 
haymaking season. John Millwood32 maintains that this painting represents 
Glover’s success as a farmer settler in the new colony and is also a record of 
history depicting the appearance of the colonial landscape at the time of the 
first settlement. Matching this painting in a domestic context, A View of the 
Artist’s House and Garden, Mill’s Plains, 1835 (fig. 4) provides us with an 
unusually close focus of Glover’s house and garden. The house and its 
adjacent environment resembled a dwelling place more suited to the English 
countryside, rather than the more conventional placement of the ‘Australian’ 
homestead within an extensive landscape.33  
 
As a migrant it was important for Glover to reveal these individual successes 
in the new colony and demonstrate to others the opportunities that awaited 
future settlers in Tasmania. By illustrating these images, Glover was 
identifying with his house and surrounding land in the new colony and 
pronouncing to others that he had gained infinite success and consequently a 
sense of belonging. 
 
English born artist John Wolseley (b.1938 -) migrated to Australia in 1976.34  
His artwork explores man’s often-complex relationship with the Australian 
landscape and focuses on our place within this environ. Wolseley’s paintings 
of the 1980’s 35 chart his movements within the landscape and explore the 
idea that knowledge and experience of the land can be mapped onto a 
                                            
31 Robert Hughes, “Visions of Two Raw Continents,” Time 152, no.18 (1998), under 
“Landscape Painting-19th century,” 
http://search.ebscohost.com.ezproxy.ballarat.edu.au/login.aspx?direct=true&db=anh&AN
=1208204&site=ehost-live 
32 George Negus, John Millwood former chairman of the John Glover Society in “ John 
Glover, Broadcast 6.30pm on 01/03/2004,” 
http://www.abc.net.au/gnt/history/transcripts/s1056373.htm, (accessed June 23, 2006). 
33 Tim Bonyhady, Images in Opposition, Australian Landscape Painting 1801-1890), 49. 
34 Gary Catalano, “The sources of things: an interview with John Wolseley,” Art Monthly 
76, December (1994): 102. 
35 John Wolseley, Nomadism, John Wolseley-Twelve Years in Australia – Paintings and 
Drawing  (Melbourne: University Gallery, 1988), 1. 
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painting, combining events, found objects and topographical details in a 
system of sign and symbols. This iconography is a personal expression of his 
journey and his memory, demonstrating a visual vocabulary that relates to a 
very specific time and place.  
 
During his first decade in Australia Wolseley visited remote locations 
throughout the continent. He wanted to “paint the fabric of this new country” 36 
and in doing so “separate the skins and layers of experience and 
observation”37 that were so alien to his European background. His work 48 
days in Tnorula, Gosses Bluff N.T.1980 (fig.5) is a result of living at one with  
the land for forty-eight days. His method of using codes, symbols, visual 
analogies and elaborate cross-references, enabled him to connect his art with 
its empirical jottings and sense impressions to the land it embodied.  
 
According to editor Heather Briggs 38 Wolseley’s ‘oeuvre’ materialized an 
aggregate picture not only of the outward appearance of the landscape, but 
also a sense of place and an awareness of his own movement within the 
milieu. Within Wolseley’s journal writings, there is frequently the expressed 
desire to be submerged within the impermanent and changing face of the 
landscape and so enter into a form of mystical spiritual bonding. 
“Fragments …That is how we experience the fabric of life - how 
we remember the day, a walk in the bush, the past, childhood 
sets of raggedy fragments, only just joined together.” 39  
 
On the most fundamental level his art is a process of assemblage, the 
technique of eschatological bricolage where “ the work is built up through 
assembling fragments that carry with them a message about the land and its 
inhabitants.” 40 The work Camouflaged Grasshopper Acrida, 1980 ( fig. 6)   
depicts the layering of the “microcosmic ‘snapshots’.” 41 Intricate complexities 
of meanings emerge that are comments on geology, lifestyles, cultural habits 
                                            
36 Sasha Grishin, “The Journeys of John Wolseley,” Art and Australia, 36, no.1 (1988):  
70. 
37 Grishin, “The Journeys of John Wolseley,” 70. 
38 Heather Briggs, ed., Orienteering - Painting in The Landscape (Victoria: Deakin 
University Press, 1982), 122-124. 
39 Sasha Grishin,  “John Olsen’s and John Wolseley’s Journal,”  
http://www.nla.gov.au/events/donaldfriend/papers/sgrishin.html. (accessed May 23, 2006). 
40Sasha Grishin, John Wolseley-Land Marks  (Sydney: Craftsman House, 1998), 149.     
41Grishin, “The Journeys of John Wolseley, ” 71. 
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and the imminent extinction of much of our environment. Not only are 
independent objects and shapes recorded for their own sake, they also have 
a mnemonic quality, a sense that they contain the residue of events passed. 
Art historian Bernard Smith42 believes that Wolseley’s work is one that not so 
much probes the multi-layered complexity of the environment, as expresses a 
reverence for the planet Earth. Pressing beyond orthodox views of painting, 
his theme is far deeper than a landscape encounter. It is the biological and 
spiritual connectedness that binds living things together. 
 
The Arrernte43 landscape artists from the Hermannsburg area of Central 
Australia44 assert that their landscape paintings are more than just pretty 
configurations of rocks and trees but are an affirmation of Aboriginal culture 
portraying the relationship between the artist and their land. The landscape 
paintings are part of a continuing tradition that stretches back over thousands 
of years.  
 
Arrernte artist Eli Rebuntja stressed that this rite “has been handed down to 
us from our ancestors, and we want to pass it on to our children.”45 The 
landscape paintings of the Arrernte artists are part of a living title to the land 
to which they belong and demonstrate the artist’s direct relationship to the 
land, to the songs that come from the land and to the Dreaming.46  
 
The paintings of Albert Namatjira 47 (1902 – 1959) were “evocative of the 
central essence of his country.”48 They signified his affinity with the country 
and epitomized his love and identification with the land. Each of his works 
was embodied with iconic images synonymous with the Australian outback  
                                            
42 Bernard Smith, Australian Painting 1788-2000 (South Melbourne: University Press,   
2001), 570. 
43 Arrernte is the current term to use for this school of watercolourists from the 
Hermannsberg area of Central Australia. In the past other terms such as Aranda and 
Arunta have been used to identify this school of artists. 
44 Mackinolty, “ Painters of the Dreaming,” 18. 
45 Jenny Green,  “Country In Mind- Aboriginal watercolor landscape painters of the Alice 
Springs Region,” Art Link  10, no. 1-2,. Autumn/Winter (1990): 13. 
46 Cyril Havecker,  Understanding Aboriginal Culture (Sydney: Cosmos Periodicals,1994), 
17-18. 
47 Green, “Country In Mind- Aboriginal watercolor landscape painters of the Alice Springs 
Region,” 12. 
48 Nadine Amadio,  Albert Namatjira. The Life and Times of an Australian Artist  (South 
Melbourne: MacMillan, 1986)  2. 
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and expressions of his personal relationship with the Arrernte49 country to 
which he was spiritually bound. For example we can see the repetition of 
ghost gum and mountain range images in Ghost Gum, Mount Sonder, c.1957 
(fig. 7) and Anthewerre, c.1957 (fig.8).  
 
Jillian Namatjira (1949 – 1991)50 believed that the country and the Dreaming 
inspired landscape artists. Depicted in the landscape Dancing Woman 
Dreaming, 1988 (fig.9) are her own sacred tribal landscape totems and her 
own stories of creation. Namatjira believed that “landscape painting --- keeps 
the dreaming strong.”51 Wenton Rubuntja [1926 –2005] painter of Caterpillar 
Dreaming, 1988 (fig.10) believed that “ the country has got sacred sites” 52 
and that the landscape idiom is an important way to represent these sites.  
 
As a result of painting their own dreaming and sacred sites the artists were 
passing an inheritance onto the next generation and at the same time 
celebrating their affinity with tribal lands and their attachment to the country. 
Aboriginals have a “ symbiotic union” with the land, a “relationship that has 
endured through the ages.” 53 For the Arrernte people, landscape painting is 
identified with the immanent life of the country and the cultural knowledge that 
is held at the same time, in the body of the artist. The landscape paintings of 
these watercolourists portray a recorded schema depicting the relationship 
between the artist and their country. Consequently the paintings reflect their 
affinity and sense of pride in their country and tribal lands. 
 
In 1972 Arthur Boyd (1920 – 1999) first became acquainted with the 
Shoalhaven area of NSW 54 and was instantly “entranced by the place.” 55 
                                            
49 Emma Fowler-Thomason. “Albert Namatjira 1902 – 1959,” Craft Arts 
International no. 56 (2003), under “Landscape Painters,” 
http://search.ebscohost.com.ezproxy.ballarat.edu.au/login.aspx?direct=true&db=anh
&AN=9060202&site=ehost-live.(accessed May 23, 2006). 
50 Green, “Country In Mind- Aboriginal watercolor landscape painters of the Alice Springs 
Region,” 13. 
51 Mackinolty, “ Painters of the Dreaming,” 18. 
52 Mackinolty, “ Painters of the Dreaming,” 18. 
53 Nadine Amadio,  First Citizen, Albert Namatjira [Video Cassette] (SBS Educational 
Videos: Australia, A Juniper Film,1988). 
54 McGrath, The Artist & The River, 16. 
55 Barry Pearce, Arthur Boyd – retrospective (Art Gallery of New South Wales: Beagle 
Press, 1993), 177. 
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For almost thirty years until his death in 199956 the Shoalhaven milieu was 
not only his home but was a constant source of creative inspiration for the 
Australian artist. His works, capturing the river, the sandy shores, the rocky 
hills, the silver white trunks of the gum trees, and the dense bush reflect 
moods of subdued awe when confronted with the natural splendors, to 
outrage at instances of environmental indifference. About his work Boyd 
expressed the following sentiment. 
“I’d like to feel that through my work there is a possibility of 
making a contribution to a social progression or 
enlightenment.” 57 
 
In 1979 the Shoalhaven area 58 was still a relatively untouched natural 
environment. Pulpit Rock with a Crow, 1981 (fig.11) and Shoalhaven Gully, 
1981 (fig.12) portray the beauty and natural ruggedness of the Shoalhaven 
region at that time. By the mid 1980’s, in contrast to his earlier works, Boyd 
created a series of works concerning the desecration of his much-loved 
environment.59 Art critic Tim Bonyhady 60 believes that Boyd had a real sense 
of the despoliation of the area especially around “his beloved river”. 61 This is 
particularly evident in Bathers, Shoalhaven Riverbank and Clouds, 1984 -
1985 (fig.13) where motorboats, water skiers and horrible red sunbathers are 
an over powering ugly part of the landscape. 
 
The Bundanon Series 1982 62 drew its inspiration from Boyd’s life 
experiences while living at ‘Bundanon’.63 These landscapes (figs.14 -15) 
portray how his affinity with the Shoalhaven landscape enabled him to 
subordinate the problems of environmental exploitation and evolve towards a 
                                            
56 “Bundanon, Arthur Boyd - being at Bundanon,” 
http://www.bundanon.com.au/documents/05.12.01BeingatBundanon.doc, (accessed July 
13, 2006). 
57 Janet. McKenzie, Arthur Boyd - Art and Life ( London: Thames and Hudson, 2000), 
184. 
58 Ursula Hoff, The Art of Arther Boyd ( London: Andre Deutsch, 1986), 86. 
59 Pearce, Arthur Boyd – retrospective, 177. 
60 Julie Copeland, “A Brush with Landscape-Part 2,”  
http://www.abc.net.au/rn/sunspec/stories/s43649.htm, (accessed May 30, 2006). 
61 Pearce, Arthur Boyd – retrospective, 177. 
62 McGrath, The Artist & The River, 76. 
63 “Bundanon, Arthur Boyd - being at Bundanon,” 
http://www.bundanon.com.au/documents/05.12.01BeingatBundanon.doc, (accessed 
July21,2006). 
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world of the imagination.64 The works, imbued with a sense of character 
and meaning are a result of a profound understanding of his surroundings 
and his own emotional and psychological response to this environment.  
 
Boyd goes beyond the precise depiction of landscape imagery from his early 
Shoalhaven works to environmental issues dealing with his horror at the  
despoliation of the environment by our modern culture to a very personal 
depiction of the area that he so loved. According to Bernard Smith, Boyd’s 
work depicting the Shoalhaven area of New South Wales 
“aspires beyond the personal and regional towards a 
universal expression of man’s place and man’s dilemma in 
the Universe.” 65 
 
It is apparent from this research that landscape painting in Australia has 
always been a major vehicle for artists to express a mood, an affinity to 
certain sites, a memory, a philosophy, a sense of geological and social history 
or a celebration of natural beauty. By means of their ‘oeuvre’ landscape 
artists document a journey that communicates to others their unique personal 
responses to a wide range of concerns about their relationship with the 
environment and their identification with particular ‘places’ at a specific time. 
                                            
64 McGrath, The Artist & The River, 76. 
65 McGrath, The Artist & The River, 64. 
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fig.1  
John Glover. Patterdale Landscape with Cattle, 1835. 
fig.2  
John Glover. Ben Lomond from Mr. Talbot’s Property, 1835. 
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fig.3  
John Glover. My Harvest Home, 1835. 
fig.4  
John Glover. A View of the Artist’s House and Garden, Mill’s Plains, 1835. 
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fig.5  
John Wolseley. 48 days in Tnorula, Gosses Bluff N.T., 1980. 
 
fig.6  
John Wolseley. Camouflaged Grasshopper Acrida, 1980. 
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fig.8  
Albert Namatjira. Anthewerre, c. 1957.  
fig.7  
Albert Namatjira. Ghost Gums, Mount Sonder, c. 1957. 
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fig.10  
Wenton Rubuntja. Caterpillar Dreaming, 1988.  
fig.9  
Jillian Namatjira. 
Dancing Women Dreaming, 1988.  
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fig.12  
Arthur Boyd. Shoalhaven Gully, 1981.  
fig.11  
Arthur Boyd. Pulpit Rock with Crow, 1981.  
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fig.14  
Arthur Boyd. The Bundanon Series, 1982.  
fig.13  
Arthur Boyd. Bathers, Shoalhaven Riverbank and Clouds, 1984 -1985.  
fig.15 
Arthur Boyd. The Bundanon Series, 1982.  
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Chapter Three 
 The Intimacy of Carngham 
Methodology 
 
“Places are fusions of human and natural order and are the 
significant centers of our immediate experiences of the 
world”66 
 
At the commencement of the literature review and studio program for ‘The 
Landscape of My Life’, I became aware that after thirty-two years of 
residence, the locale at Carngham had a familiarity that gave easy access to 
family details, environmental settings and personal anecdotes, but was not 
conducive to objective thought. In order to reflect on and convey my thoughts 
about the property, family life and the nature of our relationship, diverse 
perceptions, rather than general observations, were needed to identify and 
portray its many distinctive characteristics. 
 
The methodology details an ideology that underpins my work, explains the 
processes by which I carried out the research for my literature review and 
encompasses the approaches that I have undertaken for the completion of 
my thesis. 
 
Background 
In the literature review an appraisal was made of the work of landscape artists 
and the importance of ‘place’ in the history of Australian landscape painting 
from the first settlement by Europeans in 1788 until the present time. In order 
to establish whether the fundamental beliefs expressed in my work were 
identifiable with those of other selected artists working in this explicit field, I 
traced the essential inferences alluded to via their imagery. As a result, I was 
able to appraise and reflect on their unique responses to a wide range of 
                                            
66 Edward Relph, Place and Placelessness (London: Pion, 1976), 141. 
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concerns regarding their relationship with the environment and their 
identification with particular ‘places’ at specific times.  
 
The selection of materials for this undertaking was gathered from the 
extensive collection of resources accessible in major regional, state and 
university libraries, Internet sites, art gallery exhibitions and field trips.  
The State Library of Victoria, Ballarat Regional Library, University of 
Melbourne Library, and the University of Ballarat Library housed written 
works, artist reproductions in art texts, computers, Internet access, periodicals 
and journals. The use of appropriate Internet websites enabled the sourcing 
of relevant information with regard to the availability of library material, artist 
reviews, biographies, interviews, current and past exhibitions of artists’ works, 
reproductions of artworks, email addresses for direct contact with article 
publishers and related journal articles.  
 
Field trips were undertaken to gather first hand information for the literature 
review with regard to the landscape and life of colonial artist John Glover 67 
and as part of the practical component another series of excursions 
documented, with photographs, the Snake Valley bush fires of March 2006.68  
 
Throughout the course of my studies I viewed many exhibitions that 
embraced the landscape tradition both overseas and in Australia. 
Commencing with a general overview of landscape works dating from early 
colonial days to the present time, I was able to isolate specific artists with 
whom I could identify regarding the subject of their attachment and affinity to 
the environment in which they lived. Venues for these studies were the 
                                            
67 The field trip to Mill’s Plains in Tasmania (July 2006) revealed that the area is still 
rural land. Consequently I was still able to relate to this area in a way that John Glover 
would have done. Because of my brother’s local contacts in the area, I become acquainted 
with a direct descendent of Glover who still live in the area. In lieu of looking through 
family documents, I was loaned a family book called John Glover and the Colonial 
Picturesque by David Hansen and published by Art Exhibitions Australia Limited, 
Hobart: 2004. 
68 Going out into the areas where the Snake Valley Bush Fires had actually burnt, not 
only gave me first hand photographic images, but aroused feelings that gave me the 
impetus to create a series of artworks detailing the implications of fire on a local 
community. 
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National Gallery of Victoria,69 Ballarat Fine Art Gallery, Ian Potter Museum 
(Melbourne),70 Albury Regional Gallery71 and Bradford National Media 
Museum.72  
 
Practice 
A substantial amount of my printmaking and research component was carried 
out in a digital art studio. This home studio is well equipped with a lap top 
computer, scanner, colour ink jet printer, relevant software and access to the 
Internet. The focus for my studio practice has been to generate a body of 
digital artwork that identifies and documents my relationship with the 
landscape of Carngham. The works proclaim the timeless nature of this place, 
the infinite presence of my family’s life force, our affinity with the land and the 
impact that this environment has had on all our lives. 
 
The individual components comprising ‘The Landscape of My Life’ take the 
form of personal journals detailing the methodology that developed while 
creating my art works. These journals are also a personal diary; a collection 
of memos reflecting everyday events and intimate details of family life. 
Chronicles, in the form of small monoprint booklets delineate family members 
against the backdrop of a historic rural property and its environment. A 
display album encompasses prints that show the individuality and unique 
qualities of Carngham and a series of larger monoprints unites my family and 
our immediate environment throughout a span of thirty-two years.  
 
                                            
69 American Beauty: Photographs of the American Social Landscape 1930’s-1970’s. This 
exhibition features the work of a group of photographers who are united in their 
passionate regard for how the American people express themselves in their physical 
universe. (13 May – 22 October,2006). 
70 The Altered Land: An Environmental Trail. Permanent Collection. This exhibition 
highlights pertinent environmental issues and the ways in which artists have captured 
the Australian Landscape and changes occurring over time. (November, 2006). 
71 Being at Bundanon.  An exhibition that explores the influence of the unique place that 
is Arthur Boyd’s Bundanon. (21 July – 3 September, 2006). 
72John Davies. The British Landscape. This exhibition reflects on the idea that 
landscapes evolve through time as a result of being acted upon by natural forces and 
human beings. It also emphasizes that a landscape forms a whole, whose natural and 
cultural components are taken together, not separately. (13 October 2006 – 4 February, 
2007). 
 35 
To evoke memories of the past the works are embedded with archetypal 
symbols and fragments of images in multiple layers of texture and meaning 
that link the underlying concepts with the media. Conceptually they revolve  
around a bond with my home and its environment that has spanned thirty-two 
years.  
 
The subject matter was substantially gleaned from family photographs and 
personal memorabilia that helped to define my relationship with Carngham. 
Many images refer to photographs and memories that date back to earlier 
days at this locale when my children were young and my parents still alive. In 
addition, a large number of unique features depicting the property and its 
environment were photographed especially for this series. These images 
when edited and digitally enhanced formed the basis for my studio 
investigations. As the work progressed this collection increased to 
accommodate the many additional photographs required to capture a specific 
impression or idea.  
 
A combination of traditional and modern printmaking methods were 
developed to assist reflection on my life at Carngham and helped to produce 
imagery that is indicative of my feelings and passion for this locale. In order to 
incorporate an explicit personal involvement into my artwork many digital 
techniques were developed as the need for different effects arose. 
 
Objectives 
These processes resulted in multi-layered prints that enable us to glimpse 
through the many time dimensions that make up our life’s pathway. In so 
doing they evoke memories of the past, reflect the complexities of our life’s 
patterns and infuse the work with imagery that depicts personal symbols, 
fragments of images and personalized text. Therefore, the connection 
between our life and where we live is illuminated with a sense of continuum 
and meaningful symbolism that links time and place.  
 
In particular the works explore the subtle intricacies of our personal 
relationships with the land, the defining of our lives within the landscape and 
their merging together to become expressive views of the subject matter and 
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icons for reflection and reality. Consequently the imagery includes 
landmarks that are evocative of and symbolize my journey, highlighting the 
soul of Carngham and delineating my personal journey down the road of an 
individual landscape.  
 
The organization of these images, thoughts, perceptions and meanings is 
intimately related to this specific place and incorporates memories that are 
embedded in my consciousness. The journey of my life and the impact of this 
environment on my daily existence is portrayed in these terms and when 
combined with perspective, density, scale, shading and texture, acts as a 
topographical and philosophical metaphor to the journey alluded to and 
communicated to others.  
 
The collection of artworks that make up ‘The Landscape of My Life’ focuses 
on the timeless, personal and universal issues of place, immortality and 
transience. While the prints challenge the viewer to look beyond the surface 
and recognize their hidden depths, the final results are a legacy for my family 
as a memento of our life spent within this environ. To emphasize the personal 
and timeless nature of my work, individual paint and pastel backgrounds were 
created using muted tones that depict the country colours and atmosphere of 
Carngham. These images were drawn on large sheets of brown paper that 
had been streaked with white gesso.73 The white paint penetrates the pastel 
and with the addition of pencil highlights, another dimension was added to all 
the finished pieces. Finally the large images were cut, scanned, edited and 
printed as individual backgrounds for all the works. (figs. 16 -19). 
 
Personal Booklets 
1. Together at Carngham 
2. Fading Images 
3. The Timelessness of Carngham 
These concertina style booklets depict the bond between my family and the 
surrounding landscape. Although composed of individual cameos, together 
they form a triad that highlights my own personal memories of my family and 
their relationship with the land. The juxtaposition of muted tones against 
                                            
73 Gesso is a primer for paper or canvas. 
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sharply contrasted personal imagery accentuates precious moments that 
are captured in the multi-layered prints. These prints illustrate, document and 
unite the specific landscape of Carngham with the individual persona of its 
inhabitants, both past and present. 
 
Together at Carngham comprises eight small vignettes and is indicative of the 
transient nature of human existence in an enduring terrain. These digital 
works portray visually predominant landscape images while the presence of 
family is implied with the use of shadowy figures. The booklet captures 
individual familial and floral scenes that symbolize and evoke memories of our 
family times together within the garden area and its environs. This series 
drew on a digital layering technique that entailed the combination of pastel 
background, individual family photographs and plant foliage. To exclude the 
presence of background for the floral images, actual samples were scanned, 
cropped and saved onto the computer files for later use, while background 
scenery from family photographs was removed using a digital erasing 
technique.74 Using these procedures gave me the opportunity to create 
transparent, multi-layered prints that allude to the presence of family and the 
passage of time (figs. 20 - 28). 
 
Featuring six individual prints, Fading Images evolved from my desire to 
document the existence of many aged eucalypts that are to be found across 
the breadth of my property. With the passage of time their degeneration and 
the growth of other native plants has resulted in these icons not being the 
dominant feature of long ago. The ancient trees and their surrounds are a 
source of family memories and their specific imagery, overlaid with 
transparent familial representations are indicators that our essence is still part 
of this changing and ancient landscape (figs. 29 -35).  
 
The impetus for the series The Timelessness of Carngham, developed from a 
growing awareness that my home has an abundance of historic memorabilia 
that reveals intimate details about the environment in relation to its age and 
individuality. Small keyhole photographic images portray original door 
handles, door knockers, leadlight glass, wooden gates, old water tanks, 
                                            
74The removal of parts of an image with a digital eraser. Software, Adobe Photoshop,CS. 
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house chimneys, outbuildings and verandah frieze. These prints are 
reminders of past lives at this locale and symbolise the ephemeral nature of 
our own existence, document the vestiges of the past and highlight the 
uniqueness of this place  (figs. 36 - 45). 
Each of the booklets feature my own personally designed, hand stitched 
leather protective covers (figs. 46 - 47) and original handwritten verse 
(Appendix 1). The thoughts for these texts evolved while creating images for 
the individual prints. Screenprint and stencil techniques were utilized to 
incorporate family letters, original verse, children’s poetry and family 
memorabilia into the series of larger works. 
 
Personal Journals 
A record of collections in journal form accompanies all artwork and 
documents the development of; imagery, methodologies, procedures, 
personal thoughts, informative jottings about individual works, equipment 
used throughout the print process, illustrations and miniature reproductions of 
finished works. Many ideas came to light as a result of personal observations 
written in relation to; information from text books, aspects of my life and 
surrounds at Carngham, ideas for printmaking techniques and plans for print 
imagery. These cumulative records are works of art and, as such will be 
presented as part of my final exhibition (figs. 48 - 49). 
 
Table Album 
A Treasury of Memories comprises sixteen specific digitally enhanced 
photographic images that embody the quintessential nature of the 
environment at Carngham, depict familiar every day sights and highlight the 
individual nature of the place that I call home. The works are designed to 
evoke recollections of family times together and bring to light the special 
features of the landscape. Each particular image is an indicator, a symbol that 
can unlock family memories and detail events that have occurred throughout 
the years (figs. 50 - 60). 
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Framed Print Sets 
1. Bush Fire 
2.The Sentinels 
3.Close Up 
The Bush Fire series was realized in March 200675 when a fire burnt through 
the countryside adjacent to my property. In order to document the impact of 
this blaze, I decided to illustrate its aftermath as part of my thesis and, in so 
doing bring about a personal awareness with regard to the fragility of our 
lifestyle and the environment in which we live. The prints developed from a 
series of photographs taken in the vicinity immediately after the ‘mop up’ 
period, when the surrounding area was still blackened and smoldering. Many 
months later subsequent images were photographed when the first signs of 
forest regrowth appeared.  
 
Representing the infinite nature of our terrain were hand coloured pastel 
drawings digitally overlaid with photographic images of the fire’s devastation. 
As a contrast to the destructive nature of fire and invoking memories of 
happier times in this milieu were images of plant regeneration and family 
campfires. To illustrate the losses that such a fire can have on our lives and 
the environment, each work was superimposed with individual screen printed 
images, symbolic of the local flora and fauna, our homes, family memorabilia 
and mementos (figs. 61 - 67).  
 
My first and continuing impressions of the eucalypts that dominated the 
Carngham landscape for many years are the focus for a series of eight prints, 
The Sentinels. At the present time the still imposing trees are in many stages 
of natural degeneration. We are the bystanders and observe as the forces of 
nature takes over in the breakdown of these magnificent giants. Aged limbs 
break and fall, animals, spiders and insects nest in the hollows of rotting 
branches and foliage disappears from the once far-reaching branches. In 
order to convey the age of these trees, enhanced photographic images of 
sepia colour were digitally superimposed over pastel backgrounds to depict 
the mellow tones of Carngham (figs.68 -71). As a response to the eventual 
disappearance of these trees, I have created this work as a symbol of 
                                            
75 The Snake Valley Fire. March 12th, 2006. 
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recognition to our family remembrances and to the greatness and majestic 
nature of these icons.  
 
Individual native floral emblems are incorporated into Close Up, a series of 
five prints. The imagery for them was created from photographic images that 
portray the wild flowers growing in my immediate vicinity. To behold these 
beautiful native blooms has not only given me great pleasure throughout the 
years, but has reinforced my awareness of the importance to our ecosystems 
of plants as indicators of seasonal change and the regeneration of our natural 
floral and faunal habitats. These works incorporate original pastel 
backgrounds digitally overlaid with photographic images of selected plants. In 
order for particular plant parts to be the sole focus, background detail was 
removed by spreading white sheets of paper beneath the area to be 
photographed. This procedure enabled me to photograph clear images, 
capture interesting shadows that were cast onto the white paper and 
eliminate any unnecessary detail.  
 
Throughout the years I have been resolute in my determination to weave my 
life’s pathway and all its aspects around developing a natural environment at 
Carngham. These particular illustrations are indicative of this life - long 
endeavor and the personal investment I have made to maintain a home 
amongst these surroundings (figs. 72 -74). 
 
Larger Works 
1. Fragments of Our Life 
2. Carngham Remembrances 
“The idea that the more strongly the environment generates 
a sense of belonging, the more strongly does that 
environment become a place.” 76 
 
The larger works are a culmination of the series and were developed 
simultaneously with the booklet images to bring together the many different 
facets of life at this locale over the last thirty-two years. They embrace the 
presence of my family and symbolize the way in which familial life 
                                            
76 David Seamon. “A Singular Impact: Edward Relph’s Place and Placelessness”. 
http://www.arch.ksv.edu/seamon/Relph.htm (accessed February 2, 2007). 
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experiences can become interwoven within the bounds of our own personal 
landscapes (Figs.75 -76). 
 
Commencing with the purchase of the property in 1973 and continuing until 
the present time, these sets of prints incorporate digital images of family 
memorabilia and photographs depicting my home, my parents, my children, 
my partner and myself against a backdrop of ancient well loved trees. Linking 
three generations of my family, the images document and highlight precious 
moments spent together amidst this unique place we call home.  
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fig.16  
Varnished Illusions Number 3, 2006. 
fig.17 
No Varnish Timelessness Number 7, 2006.  
fig.18  
Dapple Number 4, 2006.  
fig.19  
My Place Number 7, 2006.  
figs 16 - 19.  
Pastel Backgrounds, 
2006. 
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figs. 20 - 28 
Booklet series  
Together at Carngham,  
2006. 
 
fig.20 
 
fig.21 
 
fig.24 
 
fig.22 
 
fig.23 
 
fig.25 
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fig.28 
 
fig.27 
 
fig.26 
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figs. 29 - 35 
Booklet Series  
Fading Images,  
2006. 
 
fig.31 
 
fig.30 
 
fig.29 
 
fig.32 
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fig.34 
 
fig.35 
 
fig.33 
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figs. 36 - 45 
Booklet Series  
The Timelessness of Carngham, 
2006 
 
fig.37 
 
fig.36 
 
fig.38 
 
fig.39 
 
fig.40 
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fig.41 
 
fig.42 
 
fig.43 
 
fig.44 
 
fig.45 
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figs. 46 - 47 
Set of hand stitched leather book jackets,  
2007. 
 
fig. 46 
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figs. 48 - 49 
Personal Journals, 
2006-2007. 
fig. 48 
 
fig. 49 
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figs. 50 - 60 
Table Album  
A Treasury of Memories, 
2006. 
fig. 52 
fig. 51 
Country Life 
 
 
fig. 50 
My Place 
The Old Dunny 
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fig. 54 
The Old Barn 
Dad’
fig. 53 
Old gates 
fig. 55 
Cutting Wood fig. 56 
s Doors 
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fig. 58 
Killing Shed 
fig. 57 
Tank and Trailer 
fig. 59 
Friezework 
 
fig. 60 
Fire Days 
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figs. 61 - 67 
Bush Fire, 
2006. 
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 55 figs. 68 - 71 
Sentinels,  
2006.
fig. 68 
Blue Gum  
 56 
fig. 69 
Gnarled  
 57 
 
 
fig. 70 
The Glade 
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fig. 71 
Bee Tree 
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figs. 72 - 74 
Close Up,  
2006. 
fig. 72 
Buddleia 
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fig. 73 
Black Eyed Susan 
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fig. 74 
Wattle 
 62 
fig. 75 
Fragments of Our Life,  
2006. 
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fig. 76 
Carngham Remembrances,   
2006. 
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   Chapter Four 
Carngham 
Conclusion 
 
Memories 
“As much as my body, I am my memories. Place is another 
attribute of my very self. As much as my body, I am its 
environment. How could it be possible for anything to exist 
without its time and place? Environment gives us our body, the 
earth our feet, the light our eyes. Time allows us to remember. I 
am the one who is here; I am the one who is now.”77 
 
The recollection of times past is a significant factor in the creation of my art 
and reflects personal thoughts and feelings with respect to life during the last 
thirty-two years. The concepts of time and place, linked together with 
memory, have played an important role in the development of these ideas. 
However, with the passage of years, the death of my parents, the growth of 
my children and their eventual move away from the family home, it became 
evident that I have been the only constant link with Carngham and its environ. 
Consequently, the memories alluded to in ‘The Landscape of My Life’ have 
been derived from my perspectives and observations of life at this locale. 
 
Artwork created for this series illustrates that in order to feel a kinship with a 
specific ‘place’ we have to identify ourselves within that ‘place’. Photographs 
detailing the years between 1974 and 2006 present a continuous link of 
imagery that portrays family life and evokes memories and emotions from the 
past. While pursuing images and feelings relating to personal experiences at 
this locale, it became evident that many emergent recollections had remained 
quiescent in my subconscious until the present time.  
 
Prior to this series of works the impacts and consequences related to life 
experiences at Carngham had not been fully realized. To predict the feelings 
and emotions that surfaced while capturing photographic images of the 
environment, sorting through family memorabilia and examining photographs 
could not have been predicted. It was therefore understandable that ‘The 
                                            
77 Leena Kröhn, Tribar: Notes on the Human and the Non-Human. (Porvoo: Werner 
Söderström, 1993), 213. 
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Landscape of My Life’ became, at times, a sentimental journey that 
examined aspects of family life, triggered remembrances of early days and 
highlighted my relationship with this locale.  
 
The Nature of a Landscape 
Throughout the process of creating this series of prints I have come to believe 
that landscapes have the capacity to reveal the intensity of a relationship 
between a ‘place’ and its inhabitants. The depiction of my home and its 
surrounds demonstrates a personal identification with the environment 
regarding the maintenance and appreciation of a way of life and family times 
spent together.  
 
However, it would appear that landscape has always been a platform for 
artists to identify the nature of individual evolutions within certain locations. 
Their works of art reflect the intricate relationship between themselves and 
country, encompass and define personal environs and relate stories that 
make up our lives. Consequently, art has the potential to express a state of 
mind, a memory, a sense of belonging, a bond to particular sites, an 
awareness of geological and social history or a celebration of natural beauty. 
The portrayal of my life throughout the last three decades and the kinship that 
I feel for my home and its surrounds provided the impetus to create visual 
works that will become a legacy for my family and future generations.  
 
Examining the personal journeys of other artists has made it possible for me 
to identify patterns that acknowledge an affinity with and care of certain 
environments. Understanding that landscapes are readable forms with many 
kinds of interpretations challenged me to re-assess my experiences at 
Carngham and recognize that these are not isolated situations but are part of 
a universal appreciation for the land in which we live. As landscapes have 
always been a way of relating to the land and identifying ourselves within that 
setting, it became apparent that I am not alone with the need to proclaim a 
kinship to a certain place and create artworks that relate stories about family 
life and a relationship with our surrounds. By documenting and comparing the 
results of my investigations concerning the personal journeys of other artists 
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within a specific landscape, I was able to recognize patterns that identified 
a connection with, and care of, certain environments.  
 
By appraising the artwork of a number of landscape artists I became aware 
that my art, in its demonstration of a direct bond with the land and the 
delineation of my life at Carngham, is in accord with their paintings and 
drawings. Their works are often more than a landscape scene; they are an 
affirmation of individual cultures and portray a relationship between artist and 
‘place’. Comparable to other landscape artists are my beliefs regarding the 
ownership of our natural environment. I consider that ownership equates to a 
custodianship of the land during our lifetime. While it is possible to have an 
affiliation with a specific locale, an awareness of our own mortality can 
establish an understanding that we, are but caretakers of an enduring terrain 
that will still be in existence after our death. Given that this view on land 
ownership is an important issue for many artists, it is possible through the art 
medium to convey personal feelings with regard to universal affinities within a 
landscape milieu and the identification of our presence in that ‘place’ at a 
particular time. 
 
In view of these personal thoughts, Arthur Boyd’s claim that “you can’t own a 
landscape”78 identifies not only his attitude to property ownership but is in 
accord with my own stance and that of many landscape artists. 
 
It would appear that the reconstruction of ones identity is an important issue 
for immigrants in a new country. Early colonial artist, John Glover drew on his 
painting expertise to celebrate land ownership, family life in the new colony 
and the prestigious nature of his life and property. As a migrant myself, I can 
equate to Glover’s thoughts with respect to the search for a new home and 
the eventual settlement in a ‘place’. Like Glover, my works highlight personal 
feelings with regard to a special environ and are also indicative of a 
permanent settlement and personal identification within this arena.  
 
                                            
78 Alexander Buzzo. “In the Eye of the Artist”, Age Extra,  (December 9, 2000): Sydney, 
20.  
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Migrant artist John Wolseley explored his new country and depicted its 
landscape via the art medium. By submerging himself within the landscape of 
a new terrain he was able to gain a sense of place. Like myself, he expresses 
throughout the breadth of his artwork his identification with his new homeland, 
a reverence for past events and an appreciation for the earth on which we 
live. In the depiction of our own personal landscapes we endeavor to identify 
ourselves within a certain environment, come to an understanding concerning 
the land around us, determine the intricate nature of our evolution, express 
thoughts with regard to environmental issues and proclaim our heritage and 
place in society. 
 
By examining the work of other landscape artists I was able to recognize 
personal parallels that portrayed a sense of belonging and a long-term affinity 
with certain sites. The artworks evoke feelings and emotions that relate to 
specific environments, portray imagery that reveals the splendor of scenery, 
make known the consequences of human contact on the natural world, 
indicate the effects of an environment on our lives and express intimate 
thoughts and feelings with reference to a particular locale. 
 
It would appear that there is an almost instinctive drive for humanity to find 
and identify with a particular niche and form a lasting bond with this place. 
The examination of artwork produced by migrant settlers and my need to 
identify with a family home and environment led me to consider that this is 
especially so for newcomers, who by leaving their homeland have isolated 
themselves from family, friends, homes and a way of life to settle in a new 
country.  
 
Printmaking Processes 
Digital printmaking presented possibilities that challenged the traditional 
understanding of how prints can and should be made. The combination of 
digital imaging with traditional techniques enabled the successful merging of 
photographs depicting family images, the home environment, personal 
memorabilia and the inclusion of original pastel sketches into the background 
of all my works. In respect to the relationship between family, the environment 
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and myself, digital effects have highlighted what can be achieved with 
computer imaging.  
 
Computer technology provided the opportunity to experiment and expand my 
knowledge of many new processes. It provided the scope to scan and save 
photographic images, change the scale, transparency, color, brightness and 
contrasts in parts or wholes of the prints, make multi layered images, save 
variations and make comparisons that could never take place using only 
traditional printmaking materials and equipment. The incorporation of different 
techniques has allowed me to combine a variety of raw materials and create 
individual, original artworks of great depth symbolizing ‘time and place’ at 
Carngham.  
 
The process is only a means to an end and therefore should not become 
more important than the idea. Consequently, the production of the inkjet print 
is only a step in the creative process with the impact due, not to technical 
proficiency, but rather, the power of an image, the concepts being explored, 
the merging of techniques and personal expression. While my methods 
continued to change and evolve, the final artworks remain true to my creative 
individuality and reflect an affinity with Carngham and personal 
remembrances of life during the past thirty-two years. 
 
Symbolism 
Throughout the series, many of my methods were refined in order to produce 
images that depict the personal stories of my life and reflect on a place that 
has a special significance for me. During the process of compiling a collection 
of photographs and creating images, it became evident that while I had been 
documenting my relationship with Carngham and its immediate surrounds, I 
had also been recording details about a specific collection of country 
memorabilia. The works acknowledge a historic country property, its 
inhabitants and the passage of time during the last one hundred years. This 
collection is a historic record and as such, its presentation and exhibition has 
been developed to relate to that of a collection in a museum display. 
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“The quality of place depends on a human context shaped by 
memories and expectations, by stories of real or imagined 
events, that is, by historical experience located there.” 79 
 
Landscapes convey a seemingly visual representation of our surrounds, but 
symbolically they can also incorporate concerns and values relating to the 
state of an environment, reinforce our feelings regarding cultural identity and 
our affinity with the land, screen perceptions about certain locations and 
define the basis of our existence.  
 
The gathering of photographic imagery and its conversion into works of art 
brought about a realization that my prints include iconography and feelings 
that embody my life and times at Carngham. During the course of my work 
process it became clear that our lifetime is made up of many experiences that 
overlap and merge to become our own life’s story. My work follows the same 
pattern with each piece of work using many processes and layers that come 
together to create a unique individual whole. This layered imagery depicts the 
many facets of life and acts as a window to my existence over the last thirty-
two years.  
 
Colour has been an important feature in the creation of all my prints, 
emphasizing the very nature of the landscape and depicting the tones of 
seasonal change. Representing the country colours of this locale, pastel 
drawings present a mellow, aged aspect with regard to the backgrounds of 
individual works and characterize the cyclic changes of a rural property. As 
the creator of these works, the inclusion of hand drawn pastel sketches is 
indicative of my essence permeating throughout the imagery for ‘The 
Landscape of My Life’.  
 
The images included in the album ‘A Treasury of Memories’ demonstrate the 
use of colour to illustrate the age of the homestead and its surrounds. The 
individual prints, illustrated in tints of ochre and grey, convey to others an 
aura of peace and tranquility, the timeless, historic nature of the property and 
the impressions of by gone days. As part of the practical component for my 
                                            
79 E. W. Walter. “The Place of Experience,” The Philosophical Forum, 12 ( 1980 – 81):  
141. 
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thesis, work journals have been covered with images and colors that relate 
to my life at Carngham, just as the hand made leather jackets designed to 
cover and protect the small booklet series, embody past times and the down-
to-earth nature of life in this milieu.  
 
It became apparent during the work process that I was identifying with certain  
key images that recurred throughout the breadth of my artwork. These 
images identified specific features that are the embodiment of my home and 
its surrounds; aged eucalypts, family memorabilia, relics of a historic country 
property and favourite photographic representations of family members. The 
frequent repetition of these icons is indicative of their importance as 
illustrations of my life at this locale. Imagery from ‘The Timelessness of 
Carngham’ portrays both personal and historic country memorabilia that 
denotes the nature and age of the property. Each of the small prints 
symbolizes our existence at Carngham, our heritage, the upholding of family 
traditions, the passage of time and the foundations on which we build our 
lives. 
 
Identity and Place 
The inclusion of both old and new photographic imagery for my prints 
indicates a personal attachment to Carngham, provides pictorial links from the 
last thirty-two years and evokes a wide range of recollections from the past. 
Consequently, all of the artworks portrayed in ‘The Landscape of My Life’ are 
a means to identifying oneself within the boundaries of a ‘place’ where 
meaning is constructed by life’s experiences.  
 
By understanding the relationship and connection to a particular location, it is 
possible to recognize our own individuality, identify basic spiritual and 
biological needs and acknowledge an inherent relationship with the land.  
Landscape therefore, is really a means of managing issues of identity on a 
national or personal scale. It would appear that timing and the ability to take 
up challenges are important factors in making our plans a reality. Whilst I 
have left only a diminutive mark on a terrain that has endured for thousands 
of years, the examination of my life at Carngham and the appraisal of my 
work indicates a markedly defined attachment and involvement with this 
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historic rural property. Consequently the environment can affect where we 
choose to live, the way in which we live our lives, and as an artist the type of 
art created. 
 
My artwork is not necessarily about producing recognizable landscape  
scenery, but rather the uniting of personal memories and the many aspects of 
my life and surroundings over the last thirty-two years. Both the research and 
studio components effectively demonstrate the essential experiential nature of 
a landscape and detail not only its influence on our life patterns, but also the 
impressions that we leave on the environment.  
 
While my investigations evolved, new insights emerged and I became aware 
of: universal parallels, the powerful impact of an image, my work as a 
historical record of country memorabilia, the underlying concepts detailing 
environmental issues, family values and ultimately the power of our 
surroundings to order and focus human intentions.  
 
As a landscape artist portraying an affinity with a special environ, I believe 
that Carngham has become the cornerstone of my existence where I am able 
to identify with and have access to its surrounds and a lifetime of memories.  
 
“Visualising memories,…is in itself is a challenge. What one sees in the 
mind’s eye, are not perceptions of objects or environments that exist in 
‘real time’ but before one’s eyes as a physical presence. For one thing 
visual memories bear the indelible stamp of the rememberer; things that 
were important loom large while details that seemed inconsequential 
might be erased all together.”80 
 
In conjunction with the many recollections that surfaced while generating the 
imagery for ‘The Landscape of My Life’ a new awareness and appreciation of 
the place that I call home became evident. Consequently, working with 
imagery and symbols that depict my life at Carngham has lead to a resolve 
with regard to the importance of creating a tangible testimonial that 
acknowledges the journey of my life and times spent at this locale. 
 
                                            
80 Mary Modeen. Remembered Places (Ballarat: Ballarat Fine Art Gallery, 2007) 4. 
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Resources 
 
Hardware: 
 
Camera 
 Olympus Digital Camedia. D 540 ZOOM  
 (3.2 megapixel, 3 x Optical Zoom) 
 
Inkjet Printers 
 A.Canon i6100 colour inkjet 
 B.Canon Colour Image Prograf W6400 
 
                Laser Printers 
 A. Kyocera FS – 680 
 
Scanner 
 Canon CanoScan 5200F 
 
Computers 
 A. IBM R30 Laptop (Windows 2000) 
 
Thermal Copier 
 3M  THE FIVE EIGHTY FIVE 
 Infrared Transparency Maker. 
 
Software: 
 
Digital Imaging 
 A. Microsoft PhotoEditor 
 B. Arc Soft PhotoStudio 5.5 
 C. Adobe Photoshop CS  
     D. Microsoft Word 2000 
 
Paper and Screens  
 
Papers 
  Arches - Velin Blanc 
  Fabriano - Rosapina 
  Jute - color natural 
                       Kraft Brown paper 
  
Riso Screenmaster 
 Thermal Screen, 70 mesh. 
 NEHOC Narrabeen, NSW. 
 support @nehoc.com.au 
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Glossary 
 
 
Digital Image  Created either via imaging software or by scanning original 
artwork and photographs or anything that can be scanned and digitally filed 
ready for printing.  The goal is to produce a print based on the digital file. 
 
Inkjet Printer  Images created on or copied to a computer are sent as data 
information to an electronic printer.  The printer software translates the data 
into electrical impulses that are fed through the printer heads releasing tiny 
amounts of ink spray onto the paper and resulting in images of a rich and 
vibrant colour. 
 
Laser Printer  Output based on photocopier principle; laser beam writes on 
the photo - conductive drum coated with toner ( carbon based ) that transfers 
to paper to create an image. 
 
Monoprint  A unique print made by a means that permits only one 
impression.  A single edition print. 
 
Screenprint  Stencil process that allows an image to be cut into a mesh 
screen then stretched on a frame for screening over the print surface. 
 
Stencil  A thin sheet of sturdy material that has an image cut away. The 
stencil is laid out on the surface to be printed and inked.  The ink passes 
through the cut away areas.
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Appendix 1 
             
Original Verse 
 
Linda Woodfield. 2006. 
 
 The Landscape of My Life 
 My Place 
 Bush Fire 
 Sentinels 
 Fading images 
 Close Up 
 The Timelessness of Carngham 
 
 Claire Woodfield. c.1986. 
 
A Girl Like Claire  
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 The Landscape of My Life 
 
Intangible feelings. 
Memories and thoughts 
Pass through my mind. 
A house, a home, 
My Place. 
Each day brings new 
Revelations to behold, 
Amongst the landscape 
Of my life. 
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My Place   
 
A home, a life, a family. 
We age, become aware of  
Our surrounds. 
The important things in our life 
That we can relate to, 
Where past and present are one. 
Memories abound, 
Remembering times past, 
In a place where people and surrounds 
Are united. 
Harmony! 
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Bush Fire 
 
A time of high winds 
And devastating heat. 
The sky a fireball, 
Smoke is suffocating. 
Watchful, 
We track the fire’s progress. 
At last, 
A wind change. 
The fire abates. 
Blackened countryside, 
Mass destruction, 
But, relief as the danger 
Passes.  
Life begins again. 
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Sentinels 
 
Icons, symbols of our life, 
Overseers of the land, 
Majestic in their glory. 
These now grey skeletons 
Gnarled and bare with age, 
Once were proud giants of 
The landscape. 
Protectors of our land. 
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Fading Images 
 
To walk these hills. 
To glimpse a face 
From times gone past. 
A favourite tree. 
There’s history there, 
Amongst the trees-the fluttering leaves. 
A feeling of belonging 
Where family remembrances 
Blend together, 
In time and space. 
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Close Up 
 
Highlights of a garden. 
Plants, favourites by 
Association. 
Leaves, 
Flowers. 
We wait 
For seasonal changes. 
Birds, insects, spiders, 
Their garden too. 
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The Timelessness of Carngham 
 
A gate to open 
Into a world of the past. 
A family place 
Where fires burn brightly 
And smoke swirls out of chimneys 
Into the air. 
Trees, our shade 
Surrounds the house and offers us 
Protection from storm and wind. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 90 
 
 
 
 
 
 
 
 
A Girl Like Claire 
 
As long as I live 
I shall be 
Myself. 
 And no other. 
Just me. 
 
Like a tree 
For its hour, 
Nice and green and 
Yellow. 
Or some rosemary 
Sunned by the sun, 
And with raindrops. 
 
Always just me, 
Till the day that 
I die. 
I’ll always remember 
The nature. 
I like nature. 
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